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ABSTRACT

This paper examines the resilience of Laura Clark, Carrie Davis, and Delia Garlic,
three formerly enslaved women from Alabama whose memories and experiences during
enslavement were part of a large slave narrative project called Born in Slavery: Slave
Narratives from the Federal Writers’ Project, 1936 to 1938. The design exhibition,
Seeing Slavery visually communicates and portrays the accounts and portraits of the three
women. Printed and embroidered fabrics visually communicate the narrative stories of
these women, while their portraits are made from screen printed acrylic glass.
Following an introduction, a literature review details the history of the three slave
narrative projects. The literature review examines the critical responses of the slave
narratives, the importance of Alabama and women within the historical context of
slavery, and how fabric can be used as a medium for storytelling. A section detailing the
narratives of the three women also includes criticisms and resilience found in the
narratives. Artists who have approached the topic of slavery are discussed in the visual
exploration section. The techniques and the designs in Seeing Slavery are analyzed in the
thesis section. The final section presents conclusions about the exhibition design.
ix, 89 pages
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INTRODUCTION
The representation of enslaved people in the history of American art and design
has contributed to the denial of the personhood of enslaved people. The Civil War and
abolitionist movements led to a reevaluation of the portrayals of African Americans in
art; however, prior to the 1860s, some artists1 depicted enslaved people in the back of the
composition, below the plane of the main subject, or off to the side.2 Other times, African
Americans were portrayed with a lack of features or excessively flat and dark pigmented,
ridding them of significance. In artwork which portrayed Black enslaved people as
working, they are assigned the task of holding a child, carrying an object or steadying a
tray. These images appeared to wholly define the enslaved person’s identity.3 My current
reexamining of these portraits revealed that contemporary viewers may interpret
inaccurate conclusions for an observer unaware of how design may have been used to
assert subordination over portrayed enslaved people.4 Furthermore, according to the
Southern Poverty Law, nearly half of Americans cannot correctly identify slavery as the

1
Francis Pohl, Framing America: A Social History of American Art Volume 1 c. 200 BCE-1900,
(New York, Thames & Hudson: 2017), 223. An example of an artist whose paintings appeared to assign
utility to the presence of enslaved people is John Lewis Krimmel’s Quilting Frolic, in which an enslaved
person is portrayed as a smiling child, holding a tray of drink. Another African American appears with dark
animal-like features and is holding a violin.
2

Angela D. Mack and Stephen G. Hoffius, Landscape of Slavery: The Plantation in American Art
(Columbia: Carolina Art Association, 2008), 3-11.
3

Matthew Fox-Amato, Exposing Slavery (New York: Oxford University Press, 2019), 7-14.

4

Amato, Exposing Slavery, 10.

1

central issue of the Civil War. As a graphic designer who takes a critical interest in the
perceptions of nineteenth-century race and gender in American visual culture, namely
that which represents the lives of enslaved Africans, I combined art historical and graphic
design research to address how design can be used to recognize and emphasize former
enslaved people and their memories of being enslaved.5 Specifically, the experiences of
women during and after enslavement are examined. The product of my research, an MFA
thesis exhibition entitled Seeing Slavery, examines the experiences of Laura Clark, Carrie
Davis, and Delia Garlic who were three formerly enslaved women from Alabama, while
also emphasizing their resilience.
The emergence of primary source accounts–interviews, photographs, and other
records–from formerly enslaved people in the 1920s-1930s presents an opportunity to
connect visually the medium of graphic design to the stories of enslaved people, as well
as offer these individuals and their stories well-deserved recognition. In 1928, a slave
narrative project was organized at Fisk University by Charles S. Johnson and Ophelia
Settle Egypt, and by 1929, a second narrative-project was organized at Southern
University by John B. Cade. A decade later, the Federal Writers’ Project, also known as
the WPA, introduced its collection called Born in Slavery: Slave Narratives from the
Federal Writers’ Project, 1936 to 1938. However, overwhelming criticisms and concerns

5

Guskin, Emily, Scott Clement, and Joe Heim, “Americans Show Spotty Knowledge About
Slavery but Acknowledge Its Enduring Effects,” Washington Post, accessed February 2, 2021,
https://theeagle.com/news/trending/americans-show-spotty-knowledge-about-slavery-but-acknowledge-itsenduring-effects/article_a4d591b9-3359-50d0-b617-ba05555465b7.html. According to a 2019 poll
conducted by Washington Post, roughly 1,000 adults were polled regarding their knowledge on American
slavery; the participants, on average, scored 2 out of 5. Southern Poverty Law Center, “Teaching Hard
History,” accessed December 2, 2020,
https://www.splcenter.org/sites/default/files/tt_hard_history_american_slavery.pdf. Similarly, high school
teachers assigned books a grade of 46% on its coverage of slavery.

2

have been voiced by historians and scholars regarding the practices of the interviewers of
the WPA slave narratives. My project takes as case studies the lives of three women
whose memories and experiences are analyzed and conveyed through design. My thesis
expands upon the rejection of the passive victim description in enslavement while
focusing on individualizing the accounts of Laura Clark, Carrie Davis, and Delia Garlic,
whose narratives were part of the WPA slave narratives.
My evaluation of the three women’s narratives and records reveal their resilience
despite the abuse embodied in enslavement through means of survival, religion, and
family. In Seeing Slavery, I emphasize these themes in a way that does not minimize the
sufferings and violence, nor do I minimize the history of the cruelty that is American
slavery. Instead, my project visualizes specific difficult moments in these women’s lives
in order to convey the bravery in enduring such experiences. I also address the criticisms
associated with the practices of how the narratives were conducted. Seeing Slavery is a
project designed for adults over the age of twenty, as this is an age group of Americans
who have demonstrated a minimal understanding of the Civil War’s connection to
slavery.6 Because some of the content may be violent, it may be appropriate for the
audience to be consenting adults who are aware of the nature of the subject matter. The
objective of Seeing Slavery is for viewers to learn about the identities of enslaved people
and connect their memories with their resilience and the continuation of life despite

6
Southern Poverty Law Center, “Teaching Hard History,” accessed December 2, 2020,
https://www.splcenter.org/sites/default/files/tt_hard_history_american_slavery.pdf. According to a study
conducted by the Southern Poverty Law Center, less than 8% of high school seniors were able to correctly
identify slavery as a central cause of the Civil War

3

enslavement, and to understand the role that women and the state of Alabama played
within the historical context of slavery.

4

METHODOLOGY
The literature review, an analysis of the women’s narrative summaries, and a
visual exploration of historic and contemporary artists’ works, which are subsequently
discussed in this paper, provide methodological insights into how the thesis designs were
composed.
The literature review not only addresses how scholars and historians approach
primary narrative sources, the criticisms associated with these narratives are also
weighed. Similarly, the complexity of the sentiments represented in the narratives are
contextualized within racial and economical factors. The scope of the literature review
narrows, and concludes, with an examination of Alabama and its relationship with
slavery and how that relates to women.
Following the literature review, the narratives of Laura Clark, Carrie Davis, and
Delia Garlic are studied in detail. From seemingly mundane to pertinent information, the
transcribed details of the stories of the three women include their lived and observed
experiences during and after enslavement. Considering the historic criticisms associated
with the narratives, also noted in the literature review, the narratives of the three women
are also critically analyzed to address the seemingly problematic nature of the
interviewing practices, as well as complicated points of view toward former enslavers or
slavery, shared by the three women narrators. In contrast, details of the narratives, which

5

connect to resilience in the form of survival, the continuation of religion, or forming a
family, are discussed.
Following the narrative analysis is the visual exploration, which is the final
component of the methodologies. The visual exploration considers how artists have
addressed the topic of enslavement in art and design. The examination of the works of
fine artists Edmonia Lewis and Robert Duncanson serve as examples of how the topic of
enslavement have been incorporated into works of art. Meanwhile, the designs of
contemporary designers Glenn Ligon and Kara Walker provide examples of how the
criticisms of the portrayal of slavery were included in print and installation designs.
Finally, the textile design of artist Prudence Punderson is examined in order to explore
how Punderson used fabric as a medium for storytelling, as well as serving as a
problematic example of how African Americans were portrayed in design.

6

LITERATURE REVIEW
In order to understand how design can address the topic of the personhood of
enslaved individuals, identifying accepted source material is essential; however, many
historians have remained divided on accepted scholarship, garnering debates on how this
issue should be understood. Scholars agree that primary sources, generally, can be an
invaluable resource. Firsthand accounts and records related to the experiences of enslaved
Africans can help articulate intimate moments of time and piece together stories and
events. However, critics have been outspoken about problematic practices employed by
interviewers of the WPA slave narrative project.
During the mid-nineteenth century, nearly four million enslaved people were set
free following the Emancipation Proclamation. Ranging in all ages, the stories of those
who were formerly enslaved remained mostly undocumented until notable projects began
to shed light on slavery through the lenses of actual survivors.7 In 1928, a narrativeproject was organized at Fisk University by Charles S. Johnson and Ophelia Settle Egypt,
and in 1929, a narrative-project was organized at Southern University by John B. Cade.
The Federal Writers’ Project soon followed and led one of the most expansive
explorations of primary accounts of former enslaved people.8 The collection, Born in
Slavery: Slave Narratives from the Federal Writers’ Project, 1936 to 1938, was

7
James L. Huston, “Property Rights in Slavery and the Coming of the Civil War,” The Journal of
Southern History 65, no. 2, 1999: 249-86.
8
Norman R. Yetman, “The Background of the Slave Narrative Collection,” American Quarterly
19, no. 3, 1967: 534-553.

7

conducted in seventeen states and consisted of more than two thousand transcribed
interviews, nearly thirty audio recordings, almost six hundred images, and many other
additional written documents. In 2001, the entire collection became available online
through the website of the Library of Congress.9
The largest narrative project is from the WPA’s Born in Slavery: Slave Narratives
from the Federal Writers’ Project, 1936 to 1938, which provided the principal visual and
documentary evidence for my thesis project, offers useful data from freed people about
their experiences during and after enslavement. Historians have generally agreed that
Born in Slavery may serve as an invaluable resource, especially given that there were few
surviving former enslaved people at the time of its conception. The interviewing and data
collection practices, however, have been the subject of controversy among many
historians and scholars.

9
Jeff Strickland, “Teaching the History of Slavery in the United States with Interviews: Born in
Slavery: Slave Narratives from the Federal Writers’ Project, 1936-1938,” Journal of American Ethnic
History 33, no. 4, 2014: 41-48.

8

CRITICAL RESPONSES TO THE WPA SLAVE NARRATIVE PROJECT
The WPA project was criticized for not representing a broad enough perspective
of slavery, as the sampling was small relative to the surviving freed people.10 According
to prominent African American historian C. Vann Woodward, only 2% of the freed
people population was represented in the WPA project, under the administration of John
A. Lomax.11 Woodward along with scholars Andrea Cantrell and Stephanie J. Shaw
found the skewness of the sampling to be problematic, as many of the interviewees were
predominantly urban dwelling men and former house servants, and not intensive laborers
such as field workers.12
Other criticisms include the interviewers’ biases, the advanced age of the
participants, and the time lapse between the period of enslavement and the date of the
interview.13 According to author Donna J. Spindel, at the time of the WPA interviews, the
interviewees were between 72 to 108 years old, with nearly 70% of them around the age

10

Andrea Cantrell, “WPA Sources for African American Oral History in Arkansas: Ex-Slave
Narratives and Early Settlers’ Personal Histories,” The Arkansas Historical Quarterly 64, no. 1, 2004: 4449. Arkansas which was home to 3.5% of the surviving freed people population represented 33% of the
recorded transcripts, more than any other participating state. Alternately, Mississippi which had 10% of the
freed people population represented only 1% of the recorded transcripts. Arkansas, however, employed two
African American interviewers who conducted almost 1/3 of the local interviews. These interviewers, by
conducting so many interviews, became skillful interviewers according to scholars and were acknowledged
for the quality of interviews.
11

C. Vann Woodward, “History From Slave Sources: A Review Article,” The American Historical
Review 79, no. 2, 1974: 470-8; Dylan Penningroth, “Writing Slavery’s History,” OAH Magazine of History
23, no. 21, 2009: 16-17. John A. Lomax oversaw the WPA project and served as the honorary curator of
the Archives of American Folk Song at the Library of Congress.
12

Gilbert, “Resistance within Enslavement,” 250-52.

13

Woodward, “History From Slave Sources” 470-8.

9

of 80, meaning that many of these individuals spent only their early childhood in
enslavement.14
Another concern shared by historians is the seemingly nostalgic references made
by freed people about former enslavers and the agency of enslavement. Historian Norman
R. Yetman cautioned that the content within the WPA narratives, may have been a result
of uncomfortable interracial interviewing dynamics between the interviewees and
interviewers.15 Perhaps consequentially, literature suggests that the overwhelming
majority of transcripts either provided little insight regarding enslavement or conveyed
benevolent acquiescence of paternalism from the enslaver. This paternalistic dynamic,
whether welcomed by the enslaved or not, is well-documented in literature. Every aspect
of the enslaved person’s life was accounted for and controlled by the enslaver. Enslaved
people were not afforded the ability to freely live; their entire existence was managed.
The wielding of control at the hands of the enslaver created an infantile dependency
between the enslaved and enslaver.16 However, some narratives appear to ponder a
fondness when recalling previous enslavement environments compared to their presentday conditions.17 Historian C. Vann Woodward, determined that when the interviewer
was African American, freed people appeared more candid and spoke more harshly
regarding enslavement and their enslaver. The racial climate during the time of these

14

Donna J. Spindel, “Assessing Memory: Twentieth-Century Slave Narratives Reconsidered,” The
Journal of Interdisciplinary History 27, no. 2, 1996: 247-61.
15

Yetman, “The Background of the Slave Narrative Collection,” 534-553.

16
James L. Huston, “Property Rights in Slavery and the Coming of the Civil War,” The Journal of
Southern History 65, no. 2, 1999: 249-86.
17
Stephanie J. Shaw, “Using the WPA Ex-Slave Narratives to Study the Impact of the Great
Depression,” The Journal of Southern History 69, no. 3, 2003: 624-8.

10

interviews was a hostile environment towards African Americans and at the height of Jim
Crow law enforcement. During the1930s, African Americans experienced an atmosphere
of open aggression which was demonstrated by segregation, the terror of the Ku Klux
Klan, and lynchings. Therefore, the dynamic between a former enslaved individual and a
Southern white interviewer may not have been comfortable. A Black freed person
speaking unfavorably about treatment from a white enslaver to a white interviewer
carried potential or perceived risk and may have served as a reason for the interviewee
withholding information.18
Similarly, Woodward cautioned that when reading the WPA narratives, it was
crucial to recognize that many interviewees, which appeared at surface as nostalgic
regarding enslavement, may have likely been influenced within the context of the Great
Depression.19 In fact, scholar Paul D. Escott points to the conditions lived through the
Depression Era as economic contributors for these seemingly nostalgic portrayals of
enslavement. According to Escott, those who participated in WPA’s project were
interviewed during the worst part of the Great Depression.20 Millions of Americans were
out of work and suffered economically. Escott explained that many freed people
depended on the generosity of others, including former enslavers for employment, as they

18
C. Vann Woodward, “History From Slave Sources,” 473-4. Woodward furthers that because of
the racial tensions, even interactions between the interviewer and interviewee sometimes exhibited patterns
of paternalistic behavior (toward interviewees). Other interviewers appeared condescending by interrupting
and presenting insensitive questions; Elizabeth Guffey, “Knowing Their Space: Signs of Jim Crow in the
Segregated South,” Design Issues 28, no. 2, 2012: 41-44; Alexander X. Byrd, “Studying Lynching in the
Jim Crow South,” OAH Magazine of History 18, no. 2, 2004: 31-36.
19
Jeff Strickland, “Teaching the History of Slavery in the United States with Interviews: Born in
Slavery: Slave Narratives from the Federal Writers’ Project, 1936-1938,” Journal of American Ethnic
History 33, no. 4, 2014: 42-43.
20

Gilbert, “Resistance within Enslavement,” 250-52.

11

were deeply impoverished following freedom. Historian Lisa Gilbert agrees that one of
the ways freed people suffered was through hunger. Gilbert believes that the inclusion of
food in many of the transcripts may have been due to the deprivation of food which the
interviewees suffered.21 Researcher Stephanie Shaw expanded upon this concept by
comparing a young, enslaved person who possessed youthful agility and the ability to
hunt and harvest plenty of food, with an old, freed person in declining health and unable
to work. According to literature, many freed people were also renters, albeit in rundown
homes. Therefore, payment in the form of cash or in exchange for labor would have been
necessary to live, adding to an already unfavorable situation.22 Literature points to
additional factors which may have compounded an already deep economic suffering that
many freed people were experiencing. Considering that a large number of freed people
were part of the octogenarian population, it is likely that many of their family and friends
were no longer alive. Some interviewees who had children had either lost their children
or had children who had moved away.23
The hardships of advanced age, illiteracy and financial insecurities may have been
contributing elements which played a role in the portrayal of the time of enslavement as
acceptable in many of the WPA narratives. Rather, scholars have cautioned that readers
should frame its historic evidence within its weighted economic context and not simply
as defensible permission.24

21

Gilbert, “Resistance within Enslavement,” 250-52.

22

Shaw, “Using the WPA Ex-Slave Narratives,” 633-4.

23

Shaw, “Using the WPA Ex-Slave Narratives,” 634.

24

Woodward, “History From Slave Sources,” 475.

12

While there are valid concerns expressed regarding the practices of the
interviewers from the WPA, I do not believe that these interviews should be discounted
altogether. Although the narratives may not be wholly objective, these are still the words
of enslaved people and can be used as a reference to their story, while equally weighing
the context of the potential bias of the narratives. Still, it is important to include the
perspective of the critics to address how the manner in which these interviews were
conducted may have influenced the interviewees’ answers.
While there are strengths and weaknesses in the WPA narratives, the presence of
firsthand perspectives of slavery can be a useful tool in understanding American slavery.
Additionally, the narrative collection features images and other useful information, unlike
smaller narrative projects.25 Scholars such as Stephanie J. Shaw and Norman R. Yetman
believe that to exclude this scholarship narrows the perspective of slavery and
impersonalizes the experiences of many.26 By allowing the words of the survivors to exist
as a component of a broader story still allows for learning about the lives of enslaved
people.27 According to Shaw, the narratives serve as a crucial component about the
cultures and traditions of enslaved people. These narratives bring a perspective which has
largely been excluded from historiography. Yetman pointed that before the release of
these narratives, enslaved people were historically portrayed as acquiescent victims.

25

Lisa Gilbert, “Resistance within Enslavement as a Case Study for Personhood in American
History,” The History Teacher 51, no. 2, 2018: 226.
26
Manisha Sinha, “Architects of Their Own Liberation: African Americans, Emancipation and the
Civil War,” OAH Magazine of History 27, no. 2, 2013: 5-10.
27
Donna J. Spindel, “Accessing Memory: Twentieth-Century Slave Narratives Reconsidered,”
The Journal of Interdisciplinary History 27, no. 2, 1996: 247-261.

13

Instead, according to Yetman, these narratives appear to challenge those previously held
ideas.28

28

Yetman, “The Background of the Slave Narrative Collection,” 534-553.

14

CRITICAL RESPONSES TO THE ADDITIONAL SLAVE NARRATIVE PROJECTS
While the WPA slave narrative serves as the most expansive collection, a smaller
and privately funded slave narrative project took place in 1929 at Fisk University, under
the direct guidance of namely Ophelia Settle Egypt and Charles S. Johnson who were
African American interviewers and researchers. Their scope was much smaller, spanning
across 16 states; however, it took place years before the narrative project of the WPA.
The American Slave: A Composite Autobiography was produced as 19 multi- and onepart volumes. As described in the introduction of The American Slave: A Composite
Autobiography, Volume 18: Unwritten History of Slavery, the motivation behind the
project was to document the historical facets of lived time during enslavement, as the
authors noted, had not been well described historically.29
Clearly defining the roles between the enslaver (also referred to as master) and the
enslaved, and seemingly addressing future concerns of a white interviewer interviewing a
freed person which arose in subsequent narrative projects, the agency of slavery in
Unwritten History of Slavery is stripped down as an involuntary bondage in which the
enslaved functioned as labor, and in protracting and avoiding the loss of such an
arrangement, the master must ensure duration, in the form of food and shelter. The
molding of self for the enslaved person, according to researchers Settle Egypt and
Johnson, may have served as a necessary means to secure provisions in order to obtain
tolerable conditions.30

29
George P. Rawick, The American Slave: A Composite Autobiography, Volume 18 (Westport:
Greenwood Publishing Company, 1972) i.
30

Rawick, The American Slave, ii.

15

Featuring thirty-eight accounts, the tone of Unwritten History of Slavery is
notably darker, with the inclusion of graphic, human brutality. The stories range from the
sharing of everyday details of lived experiences during enslavement to descriptions of
torture by means of salt-encrusted whips and death by a broken neck. Interestingly,
despite what information was articulated in each narrative, nearly each one vividly
describes whippings by the hands of enslavers or overseers, a characteristic not
consistently shared with the narratives of the WPA.
Unwritten History of Slavery articulates freed people’s narratives in a way which
new memories stand beside painful ones. At times veering into stories of seemingly
routine events, the interviewees spoke of witnessed events, interactions with other
enslaved people and enslavers, and of passed-on stories, to name a few. Also included are
stories of strength in the form of finding religion, forming a family, and of suddenly
finding themselves on the other side of freedom. Undeniably, some stories assign a level
of humanity to their respective former enslaver, yet it is always acknowledged as a
gracious exception rather than the norm. The language of Unwritten History of Slavery is
strikingly different than that of the WPA. While both have aimed to transcribe the
testimonies in an authentic representation of the interviewees’ linguistic style, those in
Unwritten History of Slavery are less fragmented and phonetically easier to read.
The witnessing or the experience of violence never quite leaves the perimeters of
the stories, however. Sometimes awkwardly inserted or cohesively part of a larger story,
the vast majority of violence mentioned consisted of beatings in the form of whippings.
Profuse and creatively violent, the strategy of violence was employed so as to not quite

16

kill the enslaved person, as the enslaved person still served as needed and paid for labor.31
A form of detachment appears to be conveyed when the interviewees shared details of
abuse. While unclear why, emotional responses are widely not included in the narratives,
a similarity shared with the WPA narratives, as violence is explained in a matter-of-fact
manner. Yet, the alarming acts are nonetheless offered for inclusion in the project.
Well, ladies, I can’t tell you nothing ‘cept I was treated pretty bad –
knocked and kicked arount like I was a mule. They would tie you up to a
tree, tie your hands and feet down and whip you. They was awful mean in
Georgia. You never was allowed to have a piece of paper to look at. They
would whip you for that, cause they didn’t want you to learn anything.
When they would whip you they would tear your back all to pieces. Child,
they didn’t care for you.32
One interesting note from the authors of Unwritten History of Slavery is its
perspective of their narratives as evidentiary information. These narratives are not
described as objective and are explained as subjective interpretations of events. The
authors are careful not to deny the interviewees their experience while cautioning the
reader to evaluate these narratives as one should with any source.33
Another smaller slave narrative was organized in 1929 by Southern University
under African American historian John B. Cade, in response to then-popular portrayals of
enslaved people as content actors. Spanning across 17 states and one account in Canada,
the narratives are neatly archived on the Southern University library website, in the
Archives, Manuscripts, and Rare Books department, totaling 125 narratives. The majority
of the narratives are handwritten, which may account for the shortened lengths of the

31
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stories. Similar to the WPA in this regard, many of the interviews appear to have been
methodologically organized with apparent structure implemented to the interviewing
process. Many of the interviews are clearly divided into sections to fulfill perhaps desired
information, which may point to possible predetermined prompts. Some of the common
sections of the narratives include family life, food (supply), punishment, clothing,
amusement, religion, and superstition.34
Similar to that of Unwritten History of Slavery, the broadness in the material
covered in the Southern University narratives appears to capture socioeconomic insights
into the lives of freed people. The responses to each question are incredibly concise,
many times only one to two sentences long which may limit the readers’ comprehension.
There are some narratives which convey the enslaver as a tolerable figure while others
describe the opposite situation. At the end of some of the narratives, the interviewee is
prompted to compare enslaved life to freedom, and all answer that the latter is better.
This is a significant point as the responses from the WPA narratives are not always
consistent, which may support the theory that either the Great Depression contributed to
ambiguously interpreted answers or that interviewees were intimidated into withholding
answers.35
Nonetheless all three narrative projects documented valuable insights regarding
the lives of freed people. The projects at Southern University and Fisk University,
Unwritten History of Slavery, were conducted by African American researchers and
interviewers which addressed one of the most pressing criticisms of the WPA. However
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favorable these two may have been, this did not prevent some freed people from
expressing nostalgic feelings towards their former enslaver. The complexity of this issue
may never be fully understood, as no comprehensive follow up or analysis of these
projects was ever developed. I raise concerns in the three narrative sources not in an
effort to discredit their scholarship, but to frame their information within its relevant
context. These narrative projects substantially contribute to the knowledge of slavery,
labor history, and a newly developing twentieth century.
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THE ROLE OF ALABAMA AND WOMEN IN THE HISTORY OF SLAVERY
While the content of the three slave narrative projects is categorized by state, the
role that the state of Alabama has played to slavery is extensive. Because my thesis
design features women from Alabama, it is important to understand its geographical
impact on enslavement and how that relates to women. After the United States obtained
land in the south, which was originally part of the thirteen colonies, white settlers
migrated with their enslaved people to these areas which included states such as
Tennessee, Kentucky, North Carolina, and Virginia, also known as the Upper South.36
The land in the Upper South was cheap, and the soil was fertile and rich enough to
profitably plant and harvest cotton. With a growing cotton industry, the later part of the
18th century saw an increased demand for enslaved laborers due to the invention of the
cotton gin. States in the Lower South, which included Alabama, possessed large
populations of enslaved people and saw the value in selling their assets to the Upper
South area.37 By 1808, Congress outlawed the Transatlantic Slave Trade, driving the
Lower South to depend on local reproduction within enslaved populations or slave
auctions to meet the demand for working bodies. By the 1830s, there were nearly one
million workers harvesting cotton, and nearly all of them were enslaved. For the next 50
years, nearly one million enslaved people were forcefully moved to the Lower South
because enslaved bodies were regarded as valuable investments in the cotton industry.
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During this time, Alabama became a state and saw its enslaved people population
increase from 40,000 to 435,000.38 By 1860, Alabama was one of the two largest slave
owning states. According to the Equal Justice Initiative, the increase of enslaved people
in Alabama was both economical and geographical. Cotton accounted for nearly half of
the global exports from the United States, and therefore, there was a demand for enslaved
workers to keep up with a flourishing cotton industry. Additionally, the population of
enslaved people increased due to Alabama’s southern geographic location, as escape to
the North for freedom was unlikely.39
By 1830s, the invention of the locomotive created a more efficient way to
transport enslaved people in the Lower South. By means of the Mississippi River, and
with the construction of rail lines built by enslaved people, the locomotive changed the
time for transporting enslaved people. Previously, according to historians, it was common
to witness lines of enslaved people walking while chained together en route to be traded;
however, the locomotive reduced weeks-long trips to only a few days. During the 1850s,
the introduction of the steamboat created additional means of transportation for the sale
of enslaved people, adding routes which ran between Montgomery and New Orleans and
later between Montgomery and Atlanta. Specifically, Montgomery, Alabama became a
city transformed into a prominent slave trading market.40
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By the mid 1860s, there were more slave markets in Montgomery than churches
and hotels. According to the Equal Justice Initiative, during the last 20 years of slavery,
the Montgomery slave market was one of the most notorious markets. In fact, scholarship
suggests that the practice of kidnapping freed people from the north and later selling them
into slavery in the south happened often, and according to historians, the physical
distinction of having black skin was justification for the presumption of the person(s)
being an enslaved person(s) in Alabama. Women were particularly commodified and
experienced sexual violence though orders placed as “fancy maids” at the Montgomery
slave market. Women who were sold to fulfill these orders were not only designated to be
repeatedly raped by buyers placing the order, they were passed around to other men.
Additionally, and commonly, women awaiting these sales were raped by the trade market
organizers.41
At the end of slavery, the rise in violence toward African Americans in Alabama
dramatically increased. Freed people were often held and forced to continue to work
without pay, indiscriminately murdered, and prevented from leaving the South. While the
Reconstruction, between 1864-74, offered freed African Americans the opportunity to
hold public offices and seek new educational opportunities, Alabama created the
Democratic party to resist social reform and racial equity. In fact, Alabama was
especially hostile to the federally mandated Reconstruction plan, and in 1874 voted for
the State to return under the control of confederate leaders.42 Alabama continued to
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deprive freed African Americans of rights by further passing the 1901 Constitution which
prohibited interracial marriage, created a system which established African Americans as
second-class citizens, and mandated segregation in public buildings.43 This same year
Confederate Memorial Day was declared a state holiday and subsequent groups such as
the Sons of Confederacy, Daughters of Confederacy, and Veterans of Confederacy were
formed, in addition to hundreds of tax-funded confederate statues erected throughout the
state. Moreover, though the Ku Klux Klan was established in Tennessee in 1866, it was
most active in northern Alabama and set up an operation in Montgomery. The racial
terror against African Americans would continue for the following 50 years until the
state’s collision with the Civil Rights Movement.44 Therefore, as Alabama has played a
role in enslavement and facilitating enslaved people around the Upper and Lower south,
the importance of the accounts of freed people of Alabama can serve as historical
artifacts of their recollections of their time in enslavement and their then-present
struggles as related to post Reconstruction Alabama.
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RESILIENCE IN SLAVE NARRATIVES
In spite of the struggles that freed people endured, including the hardships faced
in Alabama, some of the narratives of freed people conveyed a spirit of resilience,
particularly through forming connections, specifically through building a family and
having a community. According to historian John W. Blassingame, family was a
testament to the spirit of enslaved people and also may have aided in survival. The ability
to triumph in the midst of bondage allowed for enslaved people to establish a sense of
self aside from solely serving their enslaver. Historian Herbert Gutman stated that
enslaved people sometimes went through extraordinary lengths to marry which
contributes to persistency in achieving love. Some married enslaved people did not share
the same owner and were only allowed to visit their spouse at the discretion of their
owner; yet this did not discourage enslaved people from pursuing marriage.45 According
to scholar Emily West, the role of the spouses within their marriage significantly differed
from the role each held with their enslaver. In the enslaved person’s relationship with the
master, the enslaved person played a subordinate role and was to obey the enslaver.
However, within the marriage, the enslaved males served as protector and provider, while
enslaved females cared for the children and tended to domestic duties.46 Through
marriage, enslaved people were able to exist within another identity entirely, according to
West. An example of this is represented in the Georgia slave narratives from a story
about freed man Berry Clay. His job, while enslaved, was to serve as an overseer, which
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according to literature often implemented physical punishment against enslaved people.
When directed to whip enslaved people, by the slave owners, Clay would tell them to
“emit loud cries,” while he beat on a log. When the interviewer asked why he did this, his
response was that he did not want to contribute to their difficult lives.47 While Clay was
not necessarily protecting family members, he appeared to consider fellow enslaved
people as family-like allies, saying that he was “loyal to his color.”48
Other ways which enslaved people displayed resilience in their narratives was
through conveying the concept of community and religion. Slave trading allowed for an
influx of communities and cultures; therefore, author Mechal Sobel argues the integration
and retention of traditions may have served as a form of resistance. The desire to continue
previous customs may have also served as a method of record keeping for future
generations. Within the patriarchy system, enslavers often sought to refine and civilize
enslaved people. Enslaved people were most frequently viewed as lacking culture,
according to scholar Emily West. Behaviors and manners observed by the enslavers were
to be accepted by enslaved people. West concludes that the choice to retain additional
previously held values and traditions may have been an active way to resist the ideology
of enslavers. Author Mechal Sobel further supports this by suggesting that the
convergence of Anglo and African cultures can still be traced through evolution of
religious practices. Enslaved people were initially exposed to Christianity by their
enslavers through the introduction to Paul’s instruction for slaves to obey their master in
Ephesians 6:5 and Colossians 3:22. Sobel concludes that the dutiful Christian ideals

47
Adam Furr, “Slave Narratives: A Folk History of Slavery in the United States From Interviews
with Former Slaves,” accessed January 15, 2021, https://www.loc.gov/item/mesn041/.
48

Furr, “Slave Narratives,” https://www.loc.gov/item/mesn041/.

25

introduced to enslaved people may have been reshaped by enslaved people to better fit
their own beliefs. According to Sobel, enslaved people may have redefined their God not
as a Master, as initially presented to them, but as a Provider of Freedom. Further,
enslaved people also contributed to the reshaping of Christianity by introducing new
forms of song and dance traditions within their church.49 For example, one of the stories
from the Alabama narratives explains the transformation of religion for freed person
Frank Gill.
I members, too, how I useta to think dat de Baptist was de only religion.
You see John de Baptist come here baptizing, an’ ever’body had to offer up
sacrifices, a goat or a sheep or sumpin;, jes lack de man who was going to
offer up his son for a sacrifice. But you knows, Jesus come an’ changed all
dat, De folks in dem times didn’t hab nobody to worship an’ den one come,
who said, “Father, hand me a body, and I’ll die for dem,” Dat’s Christ, an’
He was baptized, an’ God gib Jesus dis whole world. So I believed dat was
de only religion.50
Gill told interviewers that after moving, he was exposed to this new form of
religion in a location 8 miles from his plantation. Though further elaboration was not
given, Gill mentioned the use of songs in this church service. Gill’s rediscovery of beliefs
through religion can be connected to resistance to the religion that he was previously
exposed to, as argued by Sobel.
While the portrayal of resilience can be found in some of the narratives,
unfortunately, many young adults do not know much about the history of enslavement,
which appears to reveal problems within the pedagogical approach to American slavery.
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According to a study conducted by the National Education Association, roughly 8% of
students currently can identify slavery as a central issue of the Civil War.51 In an aptly
named article titled Teaching Hard History: American Slavery by the Southern Poverty
Law Center (SPLC), researchers found that schools are not properly informing students
about slavery and its position within history, particularly in high school and beyond. In a
study conducted by SPLC in 2018, 90% of educators want to teach about slavery but lack
adequate resources. On average, teachers assigned textbooks a grade of 46% regarding its
slavery coverage and comprehension. In addition to having access to more informative
textbooks, educators believe that centering curriculum around the lived experiences of
those who were enslaved can provide an opening for broader understanding of slavery’s
political and sociological impact.52
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THE HISTORY OF FABRIC AS A MEDIUM FOR STORYTELLING
While the knowledge about slavery may not be fully understood by some students
and adults, the approach to inform this audience remains an important topic. Though the
narratives provide a written analysis on the words of enslaved people, textile can also
serve as a medium for communicating the accounts of enslaved people. Historically,
fabric has played a role in the topic of enslavement and resistance. The visual spectrum of
textiles and pattern as it relates to enslaved people is most often associated with quilts.
The composition of a quilt consists of individual fabric pieces connected together with
thread and often fastened against cotton-like batting. Through its amalgam qualities,
quilts have served practical and visually interactive purposes.53
According to historian Carolyn Senft, quilts served as an aesthetic and
compositional object. The composition of a quilt consists of individual fabric pieces
sewed together to produce a unified design, and the intentional placement of each fabric
piece could have been used to contribute to the design. Quiltmakers implemented
hierarchy through size, creating a tectonic relationship between pieces of fabric. The
consideration of laying symmetrical or asymmetrical pieces also contributed to harmony
or dissonance in design. The design may have also served as a personal expression,
allowing the qualities of the quiltmaker to be interpreted through their construction
processes.54 Though the fabrics chosen may have been selected intentionally, with its own
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meaning, enslaved women collected leftover and available material from old clothing,
burlap sacks, and (less likely) sewing scraps from the plantation family.55
Most notable, quilts also served as a narrative object and helped create a visual
record. Sometimes the quilt process included applique processes which involve smaller
pieces sewn on top of larger fabric swatches to appear as an object set against a
background. Quiltmakers used distinct visual qualities to distinguish ground from
forefront objects. A contrast in texture, color, or pattern were some of the ways
quiltmakers used to clearly distinguish objects and create visual narratives. According to
Professor Raymond G. Dobard, messages to guide enslaved people, as part of the
Underground Railroad, were integrated as part of quilt designs. The quilts sometimes
hung in windows or were draped outside of slave quarters, to maximize its visibility.56
Because most enslaved people could not read or write, symbols were incorporated in
designs to warn of obstacles and aid in where to recover tools. Quilting also reflected
customs and traditions and was ceremoniously associated with folklore. For instance,
historian Carolyn Senft explained that some enslaved people from the nineteenth century
believed that it was bad luck to make a perfect quilt since the belief was that demonic
spirits followed straight lines. Quilts also served as a visual record, as materials from a
quilt could sometimes be matched to a location. This was determined based on the
availability of certain textiles or designs from a specific period.57
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SUMMARY OF NARRATIVES
THE NARRATIVE OF LAURA CLARK
As part of the methodologies, details of the accounts of the Laura Clark, Carrie
Davis, and Delia Garlic, the three Alabamian women whose WPA narratives and
photographs are the subject of my designs, are analyzed.58 The narratives appear to be
mostly self-narrated, with seldom interjections by the interviewers. The published
accounts appear to have been written in phonetically transcribed word-clusters, at the
discretion of the transcriber(s), which are at times difficult to interpret.59
The interviewer for Laura Clark’s narrative was Ruby Pickens Tartt, with the
location of the interview of Livingston, AL, as noted under Tartt’s her name. Included as
part of the narrative is a picture of Laura (fig. 1.1). “Black and wrinkled” is how Laura is
first introduced to the reader. The interviewer added additional commentary about the
surroundings, noting that destroyed boxes and cans, outside of Laura’s cabin, held a
multitude of flowers. Seemingly responding to the interviewer’s question, Laura offered
that she was crippled and mostly blind.60
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Laura began her narration by describing how she was taken and separated from
her mom. When she was 6 or 7 years old, an enslaver bought her and ten other children
from the Livingston area and loaded them in wagons, though it is unclear if the children
were bought from one or multiple owners. Laura described how an adult woman named
Julie, who was also loaded in the wagon, was tasked to take care of the children by the
drivers. Laura then recalled her mother, Rachel, pleading with Julie to take care of Laura
and to ensure that she would be raised “for God.” Laura then witnessed her mother
Rachel collapsing on the ground while crying, which did not make sense to her at the
time. Her grandmother, Rose, echoed Rachel’s pleas and told Laura to pray and be
obedient. Rose also told Laura to pray that the two of them would meet in heaven. Laura
added that the drivers pacified the crying children by giving them candy. She said that by
the time that she was freed, she discovered that her mom was already dead and buried.61
Laura described the journey to her new enslaver’s home as a month-long journey.
After they arrived, her enslaver named Mr. Garrett went to war, and the enslaved people
were left under the care of two overseers. The overseers were instructed by Mr. Garrett to
be good to the children but quickly turned to violence as soon as Mr. Garrett left. After
Mr. Garrett returned from the war and found Julie had been beaten to death, the overseers
were dismissed from the plantation.62
Laura then changed topics and began to describe how religion shaped her life. She
said that she was a member of the church for 55 years but never read a verse in the Bible
because she could not read. While telling the interviewer that some of her children could
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read, Laura mentioned that she was the mother of 9 children. Two of them were dead and
buried in Birmingham and Bessemer. One of them, her son, was murdered. She explained
that a young boy named Miller attacked her son by hitting him on the head with a shovel,
killing him almost instantly. Laura did not elaborate on who Miller was or how her son
knew him.63
Switching subjects, Laura jumped back to the subject of the violence at the
plantation which were whippings at the hands of one of the overseers, Mr. Woodson
Tucker. She said that in preparing to whip people, he would strip them naked and lay
them over a log. After blisters would accumulate from the whippings, Mr. Tucker would
then rub red pepper, salt and vinegar in the wounds to prolong the suffering. Laura
continued characterizing Mr. Tucker by adding that he would kill enslaved people, who
worked in the fields, by striking them on the head with the wooden handle portion of a
shovel. After killing them, Mr. Tucker would order other enslaved people to dig graves
for the bodies. Laura also mentioned that she had been dragged in shackles but offered no
additional information about the experience.64
Laura shared that she married Cary Crockett on the plantation, and she expressed
gratitude toward Mr. Garrett for protecting her from the overseer, who did not want her to
get married. Describing Mr. Garrett’s response (to the overseer) about why Laura should
be married, adds a complexity to her narrative. According to Laura, Mr. Garrett stated
that she was human like him. In other parts of the narrative Laura expanded upon
appreciation for her enslaver explaining that Mr. Garrett moved her from working in the
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fields to housework because she was a “motherless gal,” implying that he felt sorry for
her. However, it is important to note that Laura was a motherless gal because she was
taken from her mother by Mr. Garrett. Similarly, regarding Mr. Garrett’s defense of
Laura and why she should get married, Mr. Garrett was the plantation owner, and he
employed the two overseers. Therefore, his authority suggests that his decisions would
weigh supreme despite any objections made by his subordinates, the overseers.
Comparing how Laura was like Mr. Garrett, as he argued, is difficult considering the lack
of relevant content in the narrative; however, at the very least, it is known that Laura was
an enslaved person, purchased by Mr. Garrett. The sentiments felt by Laura present a
complicated issue which was not followed up by the interviewer.65
Laura explained to the interviewer how difficult post-slavery was for her. She
described conflict that she was experiencing with her children and how she relied on her
pastor’s sermons to get her through difficult times. Laura finished her narration by stating
that she didn’t have any more food until Saturday, and the day of their interview was
Tuesday. Seemingly responding to an unrecorded question, Laura concluded by
describing the flowers on her porch.66
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THE NARRATIVE OF CARRIE DAVIS
The interviewers for Carrie’s narrative were Preston Klein and Jack Kytle. Under
the name of Preston Klein is a location of Lee County, and Carrie lived in Smith’s Station
which is in Lee County. Included as part of the narrative is a picture of Carrie (fig. 1.2).
The narrative began with the interviewers stating that they found Carrie washing, though
they did not specify what exactly she was washing. Her home was recorded as “shanty”
which may point to the poverty in which she lived. The interviewers also noted that like
other elderly freed people, Carrie asked them whether they had come to help her. The
interviewers responded with no and asked her to tell them about slavery.67
Carrie first began her narration by stating that she was born in Harris County, GA
and was one of seven children. By the age of 10 or 12 she was freed from enslavement.
She then described having two masters, whom she called Misters, although it appears that
one of them was the overseer. Her enslaver was named Billy Perry, whom she described
as good, while the overseer was described as especially violent. The overseer used
trumpets to wake up the enslaved people in the mornings and kept them working late in
the fields. Further describing the overseer, Carrie expanded upon the violence that he
used on his enslaved people. She said that there were scheduled days for enslaved people
to get whipped. The overseer would then reopen their blisters with a handsaw and then
apply salt water to ensure further suffering. Carrie explained that if she was sick, her
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enslaver gave her a variety of herbs such as horsemint, goldenrod and holly to take, and
asafetida to wear around her neck.68
Carrie continued to elaborate on her enslavers Billy and Nancy Perry. Carrie
described them as good and explained that they allowed their enslaved people to eat at
their house. The enslaved people enjoyed meats and greens, and they also hunted and
caught rabbits and possums. However, the enslaved people had to use the fireplace to
cook their food. When describing her bed, Carrie explained that it was pieced together by
nailing scraps together so that it could hold straw, which served as the mattress. While
emphasizing that her enslaver was not mean, she explained that enslaved people were
locked in cages if they did not work. She recounted that she and other enslaved people
could not leave the plantation without a pass, or her enslaver would send his hounds to
find them. Additionally, she mentioned that if an enslaved person was caught with a
book, he/she was subject to punishment. On Sunday, enslaved people could go to the
“white church,” but were restricted to sit in the back. Carrie expanded upon how religion
touched enslaved people. She specifically described how excited an enslaved person
would become after experiencing baptism, and sometimes that excitement carried into the
fields during work, which would lead to whippings.69
Carrie described some of the relief that she and other enslaved people
experienced. She described Saturday nights filled with drinking, dancing, and singing.
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This led her to discuss the process of marriages between enslaved people, which she
likened to breeding animals. She explained that enslavers who wanted to breed strong
slave stock would organize marriages between their strongest enslaved people.70
When describing the end of enslavement, Carrie remembered the Union soldiers
raiding her enslavers’ plantation, setting fire to the property, and removing her enslavers
in handcuffs. It is unclear how she was reunited with her enslavers, but Carrie shared that
even though she was free she continued to stay with them for some time. In fact, most of
the newly freed people stayed at the plantation because they had nowhere to go. With one
sentence, she described how the Ku Klux Klan would terrorize and attack freed people.71
Carrie concluded her narration by sharing that she got married to Charlie Gibson
and had two children, twelve grandchildren, and nine great-grandchildren. In a randomly
inserted manner, Carrie confirmed hearing of Abraham Lincoln but didn’t know anything
about him. She concluded her narration by sharing her desire to join the church and live
righteously.72
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THE NARRATIVE OF DELIA GARLIC
The narrative of Delia Garlic was conducted by Margaret Foweler and Jack Kytle,
and noted next to Foweler’s name is the city Fruithurst which is in Cleburne County, AL.
It is unclear what the city name is meant to indicate because Delia was described as living
at 403 Stone Street in Montgomery, AL. It is worth noting that Kytle was also one of the
interviewers for Carrie Davis’s narrative.73 Included as part of the narrative is a picture of
Delia (fig. 1.3).
The narrative began with the transcriber offering commentary about Delia. The
interviewers introduced Delia by noting that she insisted she was 100 years old. They
also recorded that Delia was unlike many other freed people in the South, who had
positive things to say about enslavement and their former enslavers. Instead, Delia
defiantly concluded the first paragraph by declaring in quotes that her time in
enslavement was hell.74
Delia began her narration by briefly stating that children were taken from their
mother’s breast and sold into enslavement, likening the experience of slave auctions to
the selling of livestock. She elaborated about her own auction experience, describing it as
a deprivation of the soul and body. Delia continued by describing how she was sold. As
Delia, her mother, and her brother awaited their fate, in an upcoming slave auction, they
remained in a warehouse along with other enslaved people. Delia’s brother was sold to
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one owner, and Delia and her mother were sold to another owner, a sheriff. She said that
she never saw her brother again.75
Recalling her time in enslavement, Delia described how enslaved people were
fastened face-first to a tree, with their arms wrapped around the trunk, and flogged by
whips. She explained how the cries of the victims could be heard as far as one mile away.
Delia continued by describing an incident she experienced with her enslaver’s second
wife who knocked her unconscious. After observing her enslaver’s wife use smut to
darken her eyebrows, Delia darkened her own eyebrows but forgot to remove the smut.
Consequently, Delia was caught by the enslaver’s wife who yelled, “You black devil, I’ll
show you how to mock your betters.” The wife then threw a piece of wood at Delia’s
head, knocking her out. After Delia awoke, she heard her enslaver’s wife complaining
that she thought Delia’s thick skull and hair would be thick enough to withstand the
blow.76
Delia described another violent incident which involved her enslaver’s daughter
attacking her. While Delia was caring for the daughter’s baby, the baby began crying.
Her enslaver’s daughter was angered at the baby’s cries and burned flesh off Delia’s arm
and hand. Delia then described a pivotal moment in her life, which occurred one night
after being confronted by her intoxicated enslaver. Delia became frightened of him, and
her enslaver grew angry at her reaction. He then directed his overseer to whip her, so
Delia ran and hid. When she returned to the slave quarters, a horse was waiting for her.
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Her enslaver removed her from his property and sold her to another owner that night.
Delia recalled her mother telling her to be good and trust in the Lord. This was the last
time that Delia saw her mother. Delia was eventually sold a second time and ended up as
property of a man in Louisiana whom she referred to as Garlic. At this plantation, she
plowed cotton and served as a field hand.77
The narrative abruptly switches to Delia responding to the interviewer questioning
whether Delia attended any parties or dances at the plantation. She replied that she did
not experience any parties or dances, nor did she have the clothes for an event like that.
She also added that she didn’t know anything except to continue working. Delia then
abruptly expanded upon mealtime at the plantation. She shared that she woke up around 3
or 4 in the morning in order to collect one piece of cornbread, from the kitchen, which
was to last the entire day. She continued by sharing that her enslaver did not offer
equipment to cook, nor ingredients to cook with. After listing some vegetables which she
was able to harvest and boil for additional food, Delia appeared to abruptly respond to the
interviewer’s unrecorded question about coffee. Delia responded that she didn’t know
anything about coffee.78
Near the end of the interview, Delia shared that she married a man named
Chatfield who belonged to another plantation. She explained that when he didn’t return
from war, she married another man named Miles Garlic who belonged to the same
plantation as she. Seemingly responding to the interviewer, Delia responded with yes, her
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enslaver had two boys in the war, though it is unclear if the boys were children of her
enslaver or enslaved people. Delia stated that this made her enslaver cry, while slyly
adding that she was glad to see him cry because he made other enslaved people cry so
much.79
Delia finished the interview by expanding upon her life with Miles. She explained
that after she was freed, she continued to stay in her cabin in order to keep it. If she left
her cabin, someone else could claim ownership over it. As she remained in the cabin, her
husband worked on railroads in Wetumpka, AL. After the birth of her second child, her
son, she decided to leave her cabin so that she could live with Miles. Years later and after
the death of Miles, Delia moved to Montgomery to join her son. She concluded her
narration by proclaiming that she was enjoying her life while eating white bread and
would be ready to go to heaven.80
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CRITICAL RESPONSES OF THE WOMEN’S NARRATIVES
The narratives of Laura Clark, Carrie Davis, and Delia Garlic appear to include
examples of some of the criticisms made by scholars about possible interviewing. First,
some of the narratives appear to be resolved at the end. In the first paragraph of Delia
Garlic’s narrative, the interviewer introduced Delia as being contrary to most freed
people, who had good things to say about enslavement and former enslavers. However,
the narrative concluded with Delia stating that she was having the best time of her life
eating white bread and would be happy to go to heaven when her time comes. The ending
of the narrative appears to be the most positive comments made by Delia in her entire
narrative, which may influence readers in the same manner. Similarly, though Carrie
Davis’s narrative began with her narration describing the cruelties of enslavement, the
last paragraph concludes with her proclamation about joining the church and living
honorably. While unclear, there may be a connection with how violent these two
narrative accounts were and how resolved they appeared at their conclusion.81
Another problematic component of the narratives is the appearance of specific
framing and structuring in the content. Throughout the accounts, some of the details
appear to awkwardly jump from subject to subject, sometimes returning to the same
subject multiple times and in different places. For example, in Laura Clark’s narrative,
the structure of the narrative began with an opening paragraph detailing the flowers on
her porch and ended with a closing paragraph also describing the flowers again. The
positioning of the details about the flowers can point to possible structuring of how her
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account was constructed. Similarly, the description of violence appears to have been
broken up throughout some of the narratives. For example, at the beginning of Carrie’s
narrative, she began by describing the whippings which occurred at the plantation.
Suddenly, the interviewers, according to their recorded notation, interrupted and pressed
Carrie to discuss her life as an enslaved person. When Carrie started her narration again,
she began by sharing that she born in Georgia.82
Similarly, the three narratives appear to exclude questions from the interviewer(s)
which may explain the awkward and seemingly unrelated insertions of content.
Additionally, all three women began one or more statements with yes or no, which
appears to suggest that they were answering an unrecorded yes or no question. For
example, Laura, before explaining that she had been dragged by shackles, began her
statement with “yassum” which appears to be vernacular for yes ma’am, considering she
had one interviewer who was a female. There was no indication that a question was asked
to Laura, however. Similarly, in a single-sentence paragraph, Carrie randomly responded
with no, she did not believe in ghosts. No additional pertinent information was recorded
to explain why that question was asked.83
To conclude some of the criticisms of the three narratives, it is important to note
that the least violent narrative belonged to Laura Clark, who worked mostly in the
enslaver’s home. Additionally, the three women were described by their interviewer(s) as
elderly which may mean that their experiences in enslavement occurred during their
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childhood only, echoing another criticism of the interviewing practices.84 Finally, while
the race of many of the women’s interviewers is not known, according to the Library of
Congress index pages, one of the interviewers, Margaret Fowler, is identified as white.85
While the full scope of improper practices may not be fully understood, it is important to
note that additional criticisms may exist pertaining to these three narratives.
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RESILIENCE IN THE WOMEN’S NARRATIVES
While the three narratives contain details of pain and suffering, few details can
point to resilience in the women, specifically in the form of survival, family or
community, and religion. Regarding survival, it is important to note that the choice to live
or die may not have been solely up to the interviewees nor does dying disqualify the
assignment of resilience for anyone in the enslaved population. Instead, the three
women’s continuation of life despite enslavement is admirable. In Delia’s narrative, she
explained her overt happiness in seeing her enslaver cry because he made his enslaved
people cry. This appears to be the boldest and most defiant statement in any of the three
narratives. Delia’s choice to articulate her sentiment to the interviewers can be connected
to her own resilience and survival, emotionally. In Laura’s narrative, she described how
she intentionally avoided conflict which may have kept her alive. Laura explained how
she remained obedient and therefore did not get into trouble.86 While others in the
enslaved community couldn’t avoid violence, this method appeared to benefit Laura.
Finally, the three women offered mostly negative portrayals about their time in
enslavement, presumably, to white interviewers. The decision to share their accounts can
point to bravery in sharing their experiences.
Next, Laura, Carrie, and Delia each expressed the importance religion played
during their time in enslavement. For example, Delia explained that trusting in the Lord
was the only hope enslaved people had while enduring enslavement. Similarly, Laura
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spoke about her own separation from her mother Rachel and grandmother Rose, who
advised Laura to pray. Additionally, Laura spoke about hymns and sermons which
brought her comfort. Finally, Carrie spoke about attending church and witnessing
baptisms while enslaved. It is unclear if the introduction of religion was made by the
enslavers; however, each woman spoke about religion in their lives as freed people,
which can connect to having agency over their own beliefs after enslavement.87
Establishing a community or family can also be connected to resilience. The three
women were able to either build familial relationships or bonds despite enslavement.
Carrie Davis shared that she and her husband Charlie Gibson had two children and
twenty-one grand- and great-grandchildren. Delia married twice and had two children
with her husband, Miles Garlic. Laura was also married and had nine children, though her
husband’s name was not included. She also mentioned that some of her children could
read which would have been remarkable considering she could not. Though there was no
mention of friendship bonds in the three narratives, Delia expressed happiness when
seeing her enslaver cry which can point to a comradery she shared with other enslaved
people, as her enslaver’s pain appeared to be enjoyable because of the pain he caused to
her and others.88
To conclude the analysis of resilience in the three narratives, without follow up
questions from the interviewers, it is difficult examine the narratives of these women
extensively. However, the narratives offer some specific stories, albeit concise at times,
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and insight into lived or witnessed moments during enslavement. The manner in which
the content may have been assembled, in addition to additional problematic interviewing
practices and considering the unknown breadth of the subjective complicity of the
interviewers, seems to be a concern which needs to exist alongside the content of the
narratives.89
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VISUAL EXPLORATION
In order to understand how art has historically addressed the issue of slavery, in
addition to how the designs of my thesis project will be approached, the works of fine
artists Edmonia Lewis and Robert Duncanson are examined as a visual exploration
methodology. Next, and more specifically, an examination of the works of contemporary
designers Glenn Ligon and Kara Walker also provide scholarship of how design has been
used to address criticisms associated with the portrayal of slavery and racial oppression.
The criticisms addressed in the designs of Ligon and Walker parallel some of the
concerns of the WPA slave narratives. Finally, as the use of fabric conveys the narrative
stories for each of the women in my thesis design, an analysis of the work of artist
Prudence Punderson is conducted, as Punderson’s work addresses the connection
between enslavement and using textile as a medium.
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FINE ARTISTS WHO HAVE ADDRESSED SLAVERY IN THEIR ART
Edmonia Lewis’s two sculptures Forever Free and Hagar in the Wilderness is
evaluated in order to examine how she addressed the topic of slavery. In Forever Free, a
man in broken arm-chains is standing with one hand raised triumphantly, while a woman
next to him is kneeling prayerfully (fig. 2). According to historian Francis Pohl, the
interaction between the two subjects appears to be a reaction to President Lincoln’s
proclamation. In Hagar in the Wilderness, Lewis used a standing representation of Hagar
which appears to parallel enslaved women and their struggle, according to historian
Kirsten P. Buick (fig. 2.2). Hagar was exiled to the desert, by Abraham’s wife Sarah,
after giving birth to Ishmael. According to Buick, the suffering of Hagar may connect to
the pain of colonization. The three subjects in Lewis’s two sculptures are positioned to
gaze upward, confidently.90
Rather than using sculptures, Robert Duncanson’s approach to addressing slavery
was mainly through landscape and still life paintings in the mid nineteenth century. In his
painting View of Cincinnati, Ohio, from Covington Kentucky (fig. 2.3), Duncanson
recontextualizes an existing engraving by an unknown artist called View of Cincinnati,
Ohio (fig. 2.4). He appears to have incorporated freed people into his painting, while
emphasizing the surrounding landscape of Covington and its bodies of water. According
to historian Joseph D. Ketner, Covington was symbolic itself because enslaved people
escaped by crossing the Ohio River when it was solid and frozen to seek freedom in
Covington. The use of crossing the Ohio River to escape enslavement was also
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mentioned (and further exemplified) in Harriet Beecher Stowe’s well-known classic
Uncle Tom’s Cabin when enslaved woman Eliza crossed a frozen Ohio River to achieve
freedom.91
I describe the artworks of Edmonia Lewis and Robert Duncanson to show how
these artists incorporate historic symbols associated with freedom. Lewis used a
confident stance and broken chains on her subjects whose gazes faced upwards.
Similarly, Duncanson conveyed promise with his incorporation of the Ohio River. In his
appropriation of View of Cincinnati, Ohio, Duncanson replaced the white man originally
portrayed, with two white children and two freed people. I also describe these artists’
work as a reference to a different type of portraiture. While Lewis’s figures are more
forefront, Duncanson’s figures are small with no direct main object. However, both
incorporate the human form and symbols to create a story as it relates to slavery.
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DESIGNERS WHOSE WORKS ADDRESS THE CRITICISMS OF THE PORTRAYAL OF
SLAVERY
While Lewis and Duncanson broadly covered the subject of enslavement, artists
Glenn Ligon and Kara Walker created designs which specifically addressed criticisms
related to slavery and racial oppression. In Glenn Ligon’s print collection called
Narratives, Ligon appears to utilize ironic commentaries to address race in American
society (fig. 2.5). The series consists of nine text-only etchings on paper which resembles
antebellum slave narratives from the perspective of a former enslaved-narrator. The series
seem to carry mid-19th century references considering the chosen typefaces and the
structural layout of the pages. However, Ligon appears to have inserted his own
autobiographical details which serve as the content of his compositions.92 The designs
feature outline, serif, condensed, and drop shadow typefaces which seem to starkly
contrast with the description of the title(s) of the compositions. The seemingly innocuous
typefaces collide with weighty subject matter and appear to mimic the syntax of slave
narratives, while challenging the viewer’s anticipation of seeing suffering. It also appears
to question the authenticity of slave narratives and the legitimacy associated with
connecting an image as proof of the accounts.93 By the omission of an image, while solely
focusing on type, the viewer is directed to connect and draw from the page’s own
structural cues. For example, in the print Black Rage, while the title is featured in a slab

92
Janet Neary, “Representational Static: Visual Slave Narratives of Contemporary Art,” MELUS
39, no. 2, 2014: 157-87.
93

Neary, MELUS, 157-87.

50

serif, the rest of the content consists of a mixture of thin and medium weight serifs and
outline typefaces (fig. 2.6). Ligon also appears to point to the viewer’s desire to see Black
suffering by incorporating a space for an image, while withholding it. The cleanliness and
organization in Ligon’s design appears to connect with the possible editing by the
publishers and editors who organized the slave narratives.
Another important component in Ligon’s work is how he challenged the
legitimacy connected to authorship. Former enslaved people provided and narrated eyewitnessed accounts of their own experiences, as transcribers converted their vernacular
into barely legible annunciated forms.94 Further, the association of non-Black editors and
publishers appeared to provide a layer of authenticity for the non-Black audience.95 For
example, in Ligon’s print called Black Like Me or, The Authentic Narrative of Glenn
Ligon, the letter begins with “TO THE PUBLIC” and concludes with “Yours, very truly,
A WHITE PERSON” (fig. 2.7). The intro alongside the signature appear to point to the
relationship between the public and the presence of non-Black authorship, even with
regards to Black and self-narrated accounts.
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While Ligon appears to use a textual form to index racism, Kara Walker uses
more realistic representations of the bodies in the form of silhouettes in her design called
Slavery! Slavery! (fig. 2.8). When evaluating the work of Kara Walker, the viewer must
decide how these images interact with one another, as there does not seem to be clear
directional cues. Similar to the patchy nature in the transcribed slave narratives, the
viewer must also piece together parts of Walker’s design. Some of the scenes are not
grounded with context while abruptly segueing into another interaction altogether. The
large panoramic composition allows viewers to assemble how the scenes interact with
one another.96 While there may not be a clear direction, the anticipation and participation
of the viewer is needed to assemble the different storylines. The closeness of the objects
and their relationship to one another must be negotiated by the audience.
Slavery! Slavery! also appears to address the complex dynamics between enslaved
people and their enslavers. For example, one of the scenarios includes a child throwing
buckets of water into a small boat which is strapped around the neck of a Black young
boy. The young Black boy appears to stand with his shoulders and arms back, seemingly
referencing confidence. The contrast between this attitude and seemingly abusive
treatment is a complicated issue also faced in the WPA narratives, as some freed people
felt benevolence toward former enslavers.97
While Ligon and Walker addressed created designs to critique more complex
issues of enslavement, Prudence Punderson considered textile as a medium in her
evaluation of slavery. Particularly, Punderson’s The First, Second, and Last Scene of
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Mortality illustrates how artists used textiles to address topics of slavery and how
enslaved people were problematically shown in craft (fig. 2.9). Punderson’s design is
embroidery on silk fabric and details the cycle of the subject’s life: childbearing,
domestic work, and finally, death. Punderson’s design is not an object of abolitionism, as
was Lewis and Duncanson, and in fact includes an excessively dark figure on the edge
and to the right side of the composition, which represents an enslaved woman. The
positionality of the enslaved woman, off to the side, and her excessively dark skin color
all support the problematic manner in which enslaved people were portrayed in art. This
design is discussed to show how Punderson used fabric as her medium and described the
life of the main subject. Punderson used icons to reference monumental events within the
subject’s life. A coffin is used to represent death, the center figure at a table appears to
represent the middle of the woman’s life, and a bed next to the enslaved woman
represents childbearing. Similarly, I incorporate notable elements within the enslaved
person’s life as motifs to serve as a reference to their story.
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THESIS DESIGN
For my thesis design, I create three designs for each woman, which includes one
narrative textile design, one glass portrait design, and one handmade and bound book,
which viewers can take home (fig. 3.1). The narrative designs feature an amalgam of
embedded icons which symbolize portions of the narrations, while the portrait designs are
portrayals of the subjects’ likeness, based upon the images included in the WPA slave
narrative collection. The book is an accordion book which summarizes the women’s
stories.
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NARRATIVE TAPESTRY DESIGNS
The narrative designs are mostly consistent between the three designs. Seemingly
unrelated motifs exist juxtaposed with other motifs in what visually addresses how
different components of the narratives appear alongside unconnected content. Similarly,
the stroke weight of the design is consistent throughout the shapes, ridding the design of
hierarchical differentiations. As with the WPA slave narratives, there did not appear to be
significance placed on different stories within an account. In my design, intentional
flatness, in addition to distortions in the perspective, serve as subtle cues meant to remind
the viewer of the unusual circumstances of the composition. The increase in the density
of lines, amongst the three designs, corresponds with the amount of violence in the
narratives. Laura Clark’s narrative offered the least amount of violence, followed by
Delia Clark, and lastly, Carrie Davis.98
The narrative designs were created digitally created and then commercially
printed on cotton canvas fabric. Having the motif designs printed on fabric connects the
narrative to the storytelling approach used by quiltmakers who used motifs on fabric to
communicate safe passage for enslaved people. Further, I include embroidery stitching in
my design which connects with quiltmakers who stitched together scraps of fabric.
The colors used for the narrative design include white, black, charcoal gray, and
red. The shapes are outlined in white and filled with black, while the gray is the
composition background color. The use of white and black is meant to highlight the racial
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difference between the enslavers and the enslaved. In an additional meaning, the use of
black and white connects with the negative associations connected with the color black
and the positive associations connected to the color white. Between the complete
absorption and absence of color lies the color gray, which is the middle. However, the
gray I use is not a middle gray in order to address the lack of a neatly centered resolution
concerning some of the complicated issues in the narratives, such as benevolence toward
the enslaver. The incorporation of red in the embroidery is used to intersect the extremes
in color and as well as signify danger.99
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LAURA CLARK’S NARRATIVE TAPESTRY DESIGN
In Laura Clark’s narrative tapestry design, a church is placed in the middle of the
composition, as she made references to Christianity numerous times throughout her
narrative, also sharing the importance hymns and sermons played in her life (fig. 3.2).
The church, in the narrative tapestry, sits on top of sweeping land which is meant to
convey the fields which she once plowed. Positioned horizontally on the sides of the
composition are the handles of whips, while the straps of the whips evolve into the road
which zig zags through the middle and continues off the composition. The whips
reference the description Laura gave about her overseer, Mr. Tucker, who whipped his
enslaved people.100 The end of the road transforms into the phrase motherless gal, a
phrase which was used when explaining why her enslaver moved her from working in the
fields to interior work. Framing both sides of the church are the flowers which were
referenced at the beginning of the narrative by the interviewer and in the last paragraph of
her own narration. In between the flowers lie red peppers, shackles, and candy motifs.
The red pepper motifs signify Laura’s account detailing the red pepper Mr. Tucker
applied to the wounded backs of the enslaved people whom he whipped. The candy
points to what the enslavers used to pacify the numerous children they bought and loaded
in their wagon. The shackles that Laura briefly mentioned are the final motifs embedded
between the flowers. Along the side of the road are two tombstones which represent
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Laura’s two children who died.101 The tombstones are embroidered in red to serve as
visual reminders of the violence in the design (fig. 3.3).
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DELIA GARLIC’S NARRATIVE TAPESTRY DESIGN
In Delia Garlic’s narrative tapestry design, positioned in the center of the design is
a horse opposite of slave quarters (fig. 3.4). These two objects connect to Delia’s
experience of escaping her intoxicated enslaver and finding a horse waiting for her after
she returned to the slave quarters. Intersecting the center of the composition is a railroad
track which is what her husband Miles worked on. The whips, which are wrapped around
the trees, reference Delia’s description of how enslaved people were tied to trees and
whipped. One of the whips partially evolves into the quote, “You black devil, I’ll show
you how to mock your betters.” This statement was made by her enslaver’s wife shortly
before knocking Delia unconscious. One skull, which is embroidered red, sits in the
garden of greens, a vegetable Delia harvested as food (fig. 3.5).102 The skull references
Delia waking up from being unconscious and overhearing her enslaver’s wife surprise
that Delia’s thick skull didn’t protect her from being knocked out. The leaves on the trees
are not connected, as they are meant to convey suspension from the shaking movement
which may occur during beatings. The fields which organize into a two-point perspective
space not only connects Delia to being a field hand, it subtly reminds the viewer of the
friction between the horse and the slave quarters. Finally, the fencing in the design points
to Delia’s first experience of being sold. According to Delia’s narrative, along with her
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mother and brother, the three of them were warehoused and placed on the auction block
similar to livestock.103
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CARRIE DAVIS’S NARRATIVE TAPESTRY DESIGN
For Carrie Davis’s narrative design, the greenery which frames her design include
the medicinal plants which she spoke of using if she was ill (fig. 3.6). These include
horse-mint, goldenrod, holly, and asafetida. The center of the design features a locked
cage door which is positioned in between a house on fire and a dog running toward a
rabbit, which is embroidered red (fig. 3.7). Carrie shared that her enslaver would lock his
enslaved people in cages as punishment and send hounds if an enslaved person didn’t
have permission to leave the plantation. Carrie mentioned that she and other enslaved
people would catch rabbit and other wild game to cook. In my design the dog is about to
attack a sitting rabbit which is meant convey the double meaning of prey. As Carrie and
the other enslaved people hunted, they would also be hunted if they left the plantation
without a pass. Within the foliage are nails which represent her bed she described as
haphazardly nailed together. A curled whip references how her overseer regularly
scheduled days to whip his enslaved people. Interrupting the whip is the quote “better not
let ‘em catch you with a book.” Carrie explained that if enslaved people were caught with
a book, they would be punished.104 Additional motifs continue to reference the violence
employed by the overseer. The saws at the top of the composition and the saltwater at the
bottom of the composition were used to respectively reopen blisters obtained from
beatings and to flood the wounds with intentional irritants. Similarly, the two horns,
which sit uncomfortably close to the cage door, reference the use of horns, by the
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overseer, to wake up enslaved people in the mornings. Finally, the house in the distance
is on fire, which is how the Union soldiers destroyed the plantation after setting the
enslaved people free.105
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GLASS PORTRAIT DESIGNS
The portrait designs of the three women reference their original photographs; the
photographs were in low resolution, making it difficult to identify features of the
women’s faces. However, I was able to achieve their likeness digitally, which is screen
printed on acrylic glass (figures 3.8-3.10). The portrait designs feature overlapping white
outlines which vary in thickness and roughness. While some lines appear thick, others
appear to taper off. The irregularity in the lines separates the portraits of the three women
from the narratives and its potential framing. Similarly, the lines in the portraits
communicate an emotive visual portrayal which starkly contrasts the seemingly fixed
depiction of the narratives.
The screen printed designs are printed on acrylic glass sheets which meant to
connect the portraits to the windows which quiltmakers displayed their quilts. The glass
also serves as a transparent medium and therefore the white wall, of the gallery space,
against the white outlines should be indistinguishable. However, by positioning spotlights
towards the glass sheets, the white outline projects a dark outline on the white wall
behind it, creating a haunting phantom portrait of the three women.
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BOOK DESIGNS
Books were also designed, specific to each woman, for further understanding for
viewers. These books range in 8-12 pages and were folded in an accordion manner and
then bound together with thread (figures 3.11-3.15). The use of thread continues the
connection of textile in the books, as well as how the quiltmakers stitched together scraps
of fabric. The symbol names are boldened and larger than its descriptive copy, in order to
organize the information in the book. The same thematic colors are used throughout the
book, as well as the inclusion of the narrative tapestry designs, portrait images, and the
actual photographs of the three women. While there are display books which remain with
the exhibition, there are books available for viewers to take and to continue their learning
at home.
My exhibition is shown in the Jacksonville State University Roundhouse gallery
space. The narrative tapestry designs hang close to the wall, while suspended from the
ceiling. The acrylic glass portrait designs are fastened to the wall, having more space
between the wall and the work than the narrative tapestry designs. Though outlines in the
portraits and the color of the walls are all white, the reflection of the gallery spotlights
onto the portrait designs, project the portrait outlines onto the wall, creating gray outlines
of each portrait. The books are offered in front of their respective story for viewers to
read or take. While the women’s narrative is part their collective memory, the closeness
of the portrait design relative to the narrative design, allows for the women’s identity to
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stand apart and in front of their narratives. The portrait’s transparency reminds the viewer
of the two objects separation and intertwining.
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CONCLUSION
The dominance of slavery allowed for the denial of the personhood of enslaved
people. With available primary accounts from slave narratives and images namely,
components related to the story of enslaved people can be considered as a way to
understand the identity of enslaved people; however, as critics have cautioned shouldn’t
wholly be used to define the experiences of enslaved people. Literature suggests that
enslaved people were able exhibit resilience despite enslavement through survival,
religion, and family. Family bonds and community allowed for emotional connections
between loved ones. While the beliefs of the enslavers were often accepted by enslaved
people, resilience can be connected with the continuation and reshaping of such beliefs.
Historically, artists who have addressed slavery and the criticisms of the portrayal of
slavery in their work, have incorporated symbols as a means to signify a larger story.
Similarly, quilts, while serving aesthetic and practical purposes, were also used to
communicate a story which also played a role in resistance to enslavement. By clearly
defining objects, some quilts were used to help enslaved people escape by appliquéing
symbols on the fabric.
Through my design, the narratives of Laura Clark, Carrie Davis, and Delia Clark
are conveyed through use of symbols on fabric and embroidery to connect their narratives
to the storytelling of quiltmakers. In order to address the criticisms made by scholars of
the interviewing practices, the motifs are created as flat and mono-weight outlined
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designs which exist neatly alongside seemingly unrelated objects. The use of black,
white, gray, and red colors continues to convey the apparent problematic nature of the
narratives. The portrait designs of the three women are screen printed on acrylic glass
sheets. The portrayals are designed using outlines as well. However, while the narrative
tapestry designs exercise control in its tidiness, the outlines of the portraits are uneven
and inconsistent, conveying a more personal depiction. The decision to place the portraits
closer to the observer, rather than the narrative design, allows for the women to exist in
front of their accounts, while still being connected to their stories. Though much remains
regarding how the rest of the women’s lives transpired, their memories and likeness now
occupy space outside of documents and instead exist for public education. Perhaps even
knowing one of the women’s names may inspire deeper investigation into the lives of
numerous unknown freed and enslaved people worthy of recognition.
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APPENDIX A: FIGURES

Figure 1. Federal Writer's Project, United States Work Projects Administration
(USWPA). Laura Clark, Aged 87. 1936-38. Photographic Print. 2 ½ x 3 in.
Library of Congress. Accessed December 1, 2021.
https://www.loc.gov/item/mesnp010072a/.
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Figure 1.2. Federal Writer's Project, United States Work Projects Administration
(USWPA). Carrie Davis. 1936-38. Photographic Print. Library of Congress.
Accessed December 1, 2021. https://www.loc.gov/item/mesnp010105/.

Figure 1.3. Federal Writer's Project, United States Work Projects Administration
(USWPA). Delia Garlic, Age 100. 1936-38. Photographic Print. Library of
Congress. Accessed December 1, 2021.
https://www.loc.gov/resource/mesnp.010129/.
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Figure 2.1 Edmonia Lewis. Forever Free. 1867. Marble 41 ¼ x 11 x 7in. Art History
Project. Accessed April 25, 2021. https://arthistoryproject.com/artists/mary-edmonialewis/forever-free/.

Figure 2.2. Edmonia Lewis. Hagar in the Wilderness. 1868. Marble
52 5/8 x 15 ¼ x 17 in. Smithsonian American Art Museum. Accessed April 25, 2021.
https://americanart.si.edu/artwork/hagar-14627.
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Figure 2.3. Robert S. Duncanson. View of Cincinnati, Ohio, from Covington, Kentucky.
1858. Oil on canvas. 25 x 36 in. Ohio Arts Council. Accessed April 25, 2021.
https://www.oac.ohio.gov/Riffe-Gallery/Past-Exhibitions/Age-ofOptimism/lc/18381/lcv/s/robert-duncanson-view-of-cincinnati-ohio-from-covingtonkentucky-1851

Figure 2.4. Unknown Artist. View of Cincinnati, Ohio. 1848. Image from Framing
America: A Social History of American Art Volume 1 c. 200 BCE-1900. Accessed April
25, 2021.
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Figure 2.5. Glenn Ligon. Narratives. 1993. Etching on paper with chine colle. 28 x 21 in.
Christie’s. Accessed February 14, 2022. https://www.christies.com/en/lot/lot-5536419.

Figure 2.6. Glenn Ligon. Narratives: Black Rage. 1993.
Etching on paper with chine colle. 28 x 21 in. Accessed February 14, 2022.
https://mcachicago.org/collection/items/glenn-ligon/2715-narratives.
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Figure 2.7. Glenn Ligon. Narratives: Black Like Me. 1993.
Etching on paper with chine colle. 28 x 21 in. Accessed February 14, 2022.
https://mcachicago.org/collection/items/glenn-ligon/2715-narratives.

Figure 2.8. Kara Walker. Slavery! Slavery!. 2008. Cut paper and adhesive. 12 x 85 ft.
Accessed February 14, 2022. https://www.themodern.org/exhibition/kara-walker-mycomplement-my-enemy-my-oppressor-my-love.
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Figure 2.9. Prudence Punderson. The First, Second, and Last Scene of Mortality. Before
1773. Silk on Silk. 13 x 17 ½ in. Connecticut Historical Society. Accessed April 25,
2021. https://chs.org/online-exhibition/collection-highlights/made-connecticut/firstsecond-last-scene-mortality/.
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Figure 3.1. Lulu Hamissou. Seeing Slavery. 2022. Mixed Media. Roundhouse Gallery,
Jacksonville, AL.
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Figure 3.2. Lulu Hamissou. Seeing Slavery: Laura Clark’s Narrative Tapestry Design.
2022. Printed and Embroidered Cotton Canvas.
56 x 60 in.

Figure 3.3. Lulu Hamissou. Seeing Slavery: Laura Clark’s Narrative Tapestry Design.,
Close Up 2022. Printed and Embroidered Cotton Canvas. 56 x 60 in.
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Figure 3.4. Lulu Hamissou. Seeing Slavery: Delia Garlic’s Narrative Tapestry Design.
2022. Printed and Embroidered Cotton Canvas. 56 x 42 in.

Figure 3.5. Lulu Hamissou. Seeing Slavery: Delia Garlic’s Narrative Tapestry Design,
Close Up. 2022. Printed and Embroidered Cotton Canvas. 56 x 42 in.

82

Figure 3.6. Lulu Hamissou. Seeing Slavery: Carrie Davis’s Narrative Tapestry Design.
2022. Printed and Embroidered Cotton Canvas. 56 x 60 in.

Figure 3.7. Lulu Hamissou. Seeing Slavery: Carrie Davis’s Narrative Tapestry Design,
Close Up. 2022. Printed and Embroidered Cotton Canvas. 56 x 60 in.
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Figure 3.8. Lulu Hamissou. Seeing Slavery: Laura Clark’s Portrait Glass Design. 2022.
Screen Printed Acrylic Glass. 18 x 24 in.
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Figure 3.9. Lulu Hamissou. Seeing Slavery: Carrie Davis’s Portrait Glass Design. 2022.
Screen Printed Acrylic Glass. 18 x 24in.
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Figure 3.10. Lulu Hamissou. Seeing Slavery: Delia Garlic’s Portrait Glass Design. 2022.
Screen Printed Acrylic Glass. 18 x 24in.
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Figure 3.11 Lulu Hamissou. Seeing Slavery: Laura Clark’s Narrative Book Design. 2022.
Printed and Bound Paper Books. 4.5 x 4.5 in.
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Figure 3.12. Lulu Hamissou. Seeing Slavery Carrie Davis’s Narrative Book Design.
2022. Printed and Bound Paper Books. 4.5 x 4.5 in.

Figure 3.13. Lulu Hamissou. Seeing Slavery Carrie Davis’s Narrative Book Design.
2022. Printed and Bound Paper Books. 4.5 x 4.5 in.
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Figure 3.14. Lulu Hamissou. Seeing Slavery Delia Garlic’s Narrative Book Design. 2022.
Printed and Bound Paper Books. 4.5 x 4.5 in.

Figure 3.15. Lulu Hamissou. Seeing Slavery Delia Garlic’s Narrative Book Design. 2022.
Printed and Bound Paper Books. 4.5 x 4.5 in.
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